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It is a known fact that, most of people who engage in arts appreciate whatever it is 
authentic. The purpose of this dissertation is to stress the value of non-authentic and 
appropriational artworks, examining their aesthetical, cultural and legal aspects. 
Through a historical and philosophical approach in the field of aesthetics, the concepts 
of mimesis and originality are explored, revealing the inspiration of the creators of these 
works and the respective conceptions of the audience. Moreover, their cultural value is 
highlighted, investigating their meanings, contexts, scope of creation and their impact 
on the art-world. In addition, much emphasis is placed on the legal side, determining the 
boundaries between legitimate and illegal works and quoting the subjectivity and 
elasticity in legal terminology. Furthermore, the function of four tools in the 
authentication of artworks is described as a means of enhancing transparency and 
security in artwork transactions, and protection against art fraud. All these sectors are 
accompanied by case studies analysis and examples, for better comprehension, 
identifying the motives and intentions of artists, the legal implications and the 
perceptions of the audience. 
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Introduction 
 
It is a fact that the rise of artworks’ commercial value has contributed to the booming of 
fraud in the art world.1 Almost fifty percent of the artworks on the art market is not 
authentic.2 But this does not mean that all non-authentic artworks are frauds. Artworks 
evaluation is a difficult process and is mainly based on their authentication. The 
components of authenticity lie in the aesthetic features of works and in the documents 
of provenance. However, many controversies have occurred concerning authenticity due 
to the fluid and subjective boundaries of the aesthetic properties, the easy way of 
documents forging and the unspecified legal terms.  
These aforementioned concerns that can usually lead to fraud, have subconsciously 
caused a negative impact in the perceptions of public for the culture of copies and the 
artistic practice of appropriation which is widely used in contemporary art. Frequently, 
the phenomenon of degradation or devaluation of artworks that have quite a high degree 
of resemblance to other pre-existing works, has been observed due to falling a short of 
an original idea. Based on this prejudice, several cases of artworks evaluation in the past 
have rejected and disappeared valuable works from the art world.  
This dissertation aims to shed light to the evaluation in cases of appropriation art, 
copies, fakes and forged artworks, clarifying the terms and their boundaries, 
highlighting their aesthetic and cultural value, recording the legal aspects and through 
case studies referring the audience’s perceptions and indicating the artists’ motives.  
The first chapter introduces the reader to the notions of mimesis and originality, two 
basic criteria for the understanding of aforementioned terms. The first section presents 
the forms of mimesis in artistic practice while at the same time, the discrimination 
between mimesis and imitation is determined. In the second section, theoretical views 
on originality are mentioned and the components that constitute the originality are 
detected. In both cases, the significance of these terms on the aesthetics of an artwork is 
stressed. The second chapter investigates the concept of appropriation in art, detecting 
its fundamental characteristics, referring the legal disputes and highlighting its 
significance for the contemporary museums. At a second level case studies from the 
evolution of this artistic practice are presented emphasizing on the content of 
appropriational artworks and on artist’s motives. At a third level philosophical critiques 
of this artistic practice are analyzed and then the comparison between appropriation in 
art and art fraud is apposed, examining their crucial differences in cultural, aesthetical 
and legal level. The third chapter is dedicated to the identification of the cultural value 
of copies and at a second level to the clarification of differences of their shaded 
categories both in the field of aesthetics as in the loosen legislation terminology. 
                                                             
1 ‘Modern Masters under Threat’, WIPO, 2011 
<https://www.wipo.int/wipo_magazine/en/2011/04/article_0001.html> [accessed 26 
January 2021]. 
2 Claudia Vicari, ‘Fake Artworks: What Is the Real Value of Art?’, Business & Arts 
<https://www.businessnarts.com/blog/2019/02/20/fake-artworks-which-is-the-real-
value-of-art> [accessed 26 January 2021]. 
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Through case studies analysis, a documentation of the artists’ intentions and audience’s 
perception is offered. The last chapter demonstrates some necessary tools for the fight 
against forging. Firstly, two known scientific tools which have helped several museums 
in their artworks’ authentication, are presented. Then, two new digital tools are 
suggested, assisting the art-connoisseurs to artworks’ provenance identification. 
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ANALYZING THE CONCEPTS OF MIMESIS AND 
ORIGINALITY 
 
This chapter introduces the reader to the notions of mimesis and originality. They are an 
integral part of Art-World as the indisputable truth is that there is no parthenogenesis in 
arts. Every work related to arts (artworks, reproductions, copies) has innate these two 
powers, a fact that is granted them aesthetic and cultural value. 
  
1.1) Theoretical Approaches to Mimesis 
 
From the earliest times of history until nowadays, artists and philosophers have 
endeavored to identify the artists’ basic incentives. One such incentive and maybe the 
most ambiguous is mimesis. The sense of “mimesis” has a wide range of concepts but 
on several occasions confused, misinterpreted and wrongfully translated as “imitation”. 
The current etymological definition of mimesis is “the act of representing or imitating 
reality in art, especially literature”.3 
In ancient times for Plato, Art had been consisted of utilitarian and fine arts. He pointed 
out that only fine arts have the element of mimesis inasmuch artists produce images and 
idols. Consequently, the art which produces idols itself is mimetic.4 Thus, Plato 
considered that artists try to copy the external form of something, observing it or they 
try to reproduce as accurately as possible the real properties of a model using a genuine 
resemblance.5 Therefore, mimesis was characterized as a type of copying and 
representation of the arts’ nature or as artworks’ conformity in another molds.6 Plato, 
criticized the connection between mimesis and reality. His negative approach was 
mainly due to the representation as an artistic creation rather than to the imitative 
character. The mechanisms of mimesis are the senses and perceptual ability which lead 
to the untrue. In other words, mimesis represents the things that are perceived by senses, 
which get away from the “ideal” of what is absolutely true and tend to at an illusion of a 
deceptive kind of representation.7 
                                                             
3 ‘MIMESIS | Meaning in the Cambridge English Dictionary’, Cambridge Dictionary 
<https://dictionary.cambridge.org/dictionary/english/mimesis> [accessed 10 October 
2020]. 
4 Monroe Beardsley, Ιστορία των Αισθητικών Θεωριών, Μεταφρ. Δημοσθένης 
Κουρτόβικ & Παύλος Χριστοδουλίδης, Επιμ. Παύλος Χριστοδουλίδης, (Αθήνα: Εκδ. 
Νεφέλη, 1989) 26-33. 
5 Alexander H. Zistakis, ‘Mimēsis — Imitation as Representation in Plato and His 
Modern Successors’, in The Many Faces of Mimesis, ed. by Heather L. Reid and Jeremy 
C. DeLong, Selected Essays from the 2017 Symposium on the Hellenic Heritage of 
Western Greece, (Sioux City, Iowa: Parnassos Press – Fonte Aretusa, 2018), III, 159–72 
<https://doi.org/10.2307/j.ctvbj7g5b.16>. 
6 Beardsley.  
7 Zistakis ,III. 
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Aristotle asserted that mimesis is innate in all living beings and the human being is the 
most mimetic “animal”.8 Nature has gifted to living creatures the charisma of mimesis 
from the time of birth and humankind has it to a greater degree than the other creatures. 
Thus, it is implied that works have embedded a mimetic type. Also, Aristotle added that 
arts except their mimetic character, tend to perfect their nature. Therefore, artworks do 
not involve merely “physical resemblance” but they are a result of artists’ mental effort 
which transforms them to something new.9 In this way, the Aristotle’s theory 
reevaluated Plato’s definition about that mimesis in arts is not an imitation or a kind of 
copying but an activity which creates a believable representation with pedagogical, 
ethical and redemptive character that surpasses reality owing to artistic nature itself.10•11 
Based on Plato’s and Aristotle’s theories, later artists and thinkers developed new 
concepts about mimesis which ranged in two axes. On the one hand, it prevailed firstly 
the idea of the problematic representation and representativeness of the real. Artists 
were no longer satisfied to express the truth of an image. Instead, they intended to 
achieve and convey to their works something superior, an artistic transcendence of the 
art itself.12 Cezanne doubted about the truth of nature in relation with the truth of 
painting, compelling him to recognize the painting as an imitation of nature rather than 
like a true representation. He maintained that the aim of painting should be real, not 
realistic, “a true representation of truth”.13 For this reason, he had started to use 
geometrical forms in his paintings as their feasibility was to describe every natural 
phenomenon that implied these forms were the indicators of natural truth. His aspect 
influenced Cubism, where the cubists added dimensions and surfaces. Similarly, Paul 
Klee asserted that “Art does not produce the visible; rather it makes visible”.14 His view 
was about that the painting initially depicted visible things but later it began to disclose 
the reality behind of visible things. Thus, mimesis in arts was not considered as a simple 
representation of the nature and world, as the art itself owns the element of creativity, 
making it a creative discovering of truth through mimesis. Consequently, mimesis was 
                                                             
8 Christos C. Evangeliou, ‘Man as the Most Mimetic Animal According to Aristotle’, in 
The Many Faces of Mimesis, ed. by Heather L. Reid and Jeremy C. DeLong, Selected 
Essays from the 2017 Symposium on the Hellenic Heritage of Western Greece (Sioux 
City, Iowa: Parnassos Press – Fonte Aretusa, 2018), III, 175–86 
<https://doi.org/10.2307/j.ctvbj7g5b.17>. 
9 Garry Hagberg, ‘Aristotle’s “Mimesis” and Abstract Art’, Philosophy, 59.229 (1984), 
365–71 < https://www.jstor.org/stable/3750952>. 
10 Enrico Postiglione, ‘The Concept of Το Καλόν from Western Greece to Aristotle’, in 
Looking at Beauty to Kalon in Western Greece, ed. by Heather L. Reid and Tony Leyh, 
Selected Essays from the 2018 Symposium on the Heritage of Western Greece (Sioux 
City, Iowa: Parnassos Press – Fonte Aretusa, 2019), IV, 175–88 
<https://www.jstor.org/stable/j.ctvcmxpn5.16>. 
11 Άννα Μυκονιάτη, Πλαστές Αρχαιότητες (Θεσσαλονίκη, 2014), 32-38 
<https://issuu.com/annamykoniati/docs/mikoniati_book_for_issuu> [accessed 12 
October 2020]. 
12 Zistakis, III. 
13 Ibid. 
14 Ibid. 
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determined as the agent of the artists’ creative expression-representation of something 
visible. 
On the other hand, several philosophers and theorists supported that mimesis is an 
influence of previous artistic models and a learning method. Karl Philip Moritz alleged 
that there is no comparison between artworks and their natural models but between 
artists and artistic creativity.15 Every artist and his artworks have an autonomy which 
gives them a special beauty. Likewise, Deleuze mentioned that the process of repetition 
in arts does not produce copies, contrariwise every reproduction has a degree of 
novelty.16 Consequently, it is false to equate a prototype artwork with a derivative, as 
both of them have unique origin, which in itself creates additional differences. Friedrich 
Hayek correlated mimesis with “the ability to acquire skills” through a process of 
learning and Rene Girard connected it with “human desire” as humans strive to look 
like others and to create objects ground on others desire.17 This reasoning is confirmed 
as there have always been art studios such as Rembrandt or Leonardo da Vinci, where 
the students endeavored to posses the technical skills of their masters through the 
painting of master’s designs and through the assimilating of master’s techniques. 
However, the sense of imitation replaced mimesis after the first middle of 20th century. 
The discrimination between these two notions is that the imitation does not contain the 
properties of influences and affects from art movements and artists.18 Instead, it is based 
on the connotation of repetition that aligns with the principles of tradition while at the 
same time, novelty exists in the combination or in the variant of patterns. At this point, 
the distinction between imitation and copying is also perceived. Copying refers to the 
repetition aimed to be as similar as possible to the original, a resemblance that still 
highlights the differences between them.19 On the other side, imitation refers to the 
repetition that relies on the core of a traditional pattern while the copying of details is 
avoided and so the resemblance with prototype is not necessary but at the same time it 
needs to be believable.20 Before 20th century, Coleridge had characterized imitation as a 
fusion of resemblance and difference in which the “artistic remaking” alters the natural 
while the copy is a result of a “formal, mechanical reproduction”.21 Later, Barthes 
claimed that “reconstructive modeling of objects” is taking place in arts (especially in 
literature) and thus it is created a “simulacra”, a figure of the world by artists 
imagination.22 He added space between imitation and representation depending on 
imagination of every artwork (imitation is closer to reality than representation) but in 
both cases the meaning is remote from intact reality. It is impressive that he recognized 
as mimetic procedure the meaning’s production by audience rather than authors. In that 
                                                             
15 Miguel del Beistegui, Aesthetics After Metaphysics (New York: Routledge, 2012), 27. 
16 Ibid, 109. 
17 Wolfgang Palaver, René Girard’s Mimetic Theory, translated by Gabriel Borrud, 
(Michigan: Michigan State University, 2013), 54-58. 
18 Μυκονιάτη, 32-38. 
19 Ibid. 
20 Ibid. 
21 Stephen Halliwell, The Aesthetics of Mimesis (Princeton, New Jersey: Princeton 
University Press, 2009), 366. 
22 Ibid, 394. 
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period, the controversy of mimesis in arts and the fidelity that artworks were a process 
of reconstructive patterns led to raising questions about the originality of artworks. 
 
1.2) Theoretical Approaches to Originality 
 
There has always been a need to analyze the concept of “originality” in fine arts as it is 
the main factor that determines the type-character of an artwork and usually influences 
its aesthetic, artistic and economic value in the art world. A huge amount of interest is 
shown on the field of aesthetics, since the artistic and economic value directly are 
depended on by this sector. Several philosophers and art-historians have tried to 
designate originality with a specific term but the opinions among them differ. 
Collingwood stressed that artworks originality is a “genuine expression” of artists 
emotions.23 Hence the likeness of artworks, since the artists may have had similar 
experiences. Thus, a similar way of expression is created that led artists to model styles 
and imitate the subjects of others. Wollheim supported that originality is interconnected 
with the internal attributes of artists which are the “spontaneity”, “full-expressiveness” 
and “freedom.”24•25•26 Besides artists qualities, he also focused on the artworks 
comparison within the “art historical framework” for the interpretation of originality. 
Likewise for Osborne, this notion derives from the artists personality and adds aesthetic 
value to the artworks that lasts forever, in contrast with novelty that derives from the 
impulse of newness and fades away over the passage of time.27•28•29 Furthermore, 
Beardsley exclusively associated originality with the artists. He stated that originality is 
“Genetic”.30 That means that an artwork differs from the others at least in one 
                                                             
23 R. G. Collingwood, The Principles of Art (Ravenio Books, 2016) 
<https://books.google.gr/books?id=Ju26CwAAQBAJ&printsec=frontcover&dq=The+pr
inciples+of+art&hl=en&sa=X&ved=2ahUKEwiSy56gvY7tAhWS2aQKHeKiBXAQ6A
EwAHoECAMQAg#v=snippet&q=originality&f=false> [accessed 15 October 2020]. 
24 Rudolf Arnheim, ‘Richard Wollheim, Art and Its Objects, an Introduction to 
Aesthetics’, The Art Bulletin, 2014 
<https://www.tandfonline.com/doi/abs/10.1080/00043079.1970.10790423>. 
25 Francis Sibley, ‘ORIGINALITY AND VALUE’, The British Journal of Aesthetics, 
25.2 (1985), 169–84 <https://doi.org/10.1093/bjaesthetics/25.2.169>. 
26 Julie C. Van Camp, ‘Originality in Postmodern Appropriation Art’, The Journal of 
Arts Management, Law, and Society, 36.4, 247–58 < 
https://www.academia.edu/37808981/Originality_in_Postmodern_Appropriation_Art > 
[accessed 15 October 2020]. 
27 Osborne Harold, ‘THE CONCEPT OF CREATIVITY IN ART’, The British Journal 
of Aesthetics, 19.3 (1979), 224–31 <https://doi.org/10.1093/bjaesthetics/19.3.224>. 
28 Sibley. 
29 Van Camp. 
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characteristic and so the originality exists from its creation day since creator was fully 
aware about the purpose of creating his work. However, he believed that originality 
cannot grant worth to the artworks as they might be “original and fine”, “or original and 
terrible”.31 The worth could be come from other criteria like the admiration for the 
artist. Yet, it should be clear that the other criteria cannot reduce the value of originality.  
According to Sibley original artworks should be new and different from the others. The 
differentiation is found on the aesthetic characteristics of artworks such as dynamism, 
banality, balance etc. Two similar artworks but with different aesthetic character have at 
least a small degree of originality and none of each could not be substituted from the 
other nor could be counted as a reproduction.32 Also, Sibley stressed the significance of 
novelty on which originality depends. It is the property that alters the aesthetic character 
and adds aesthetic value to artworks.33 Thus, it was considered as the mechanism that 
stands out the originals from the copies, reproductions and variants of other artists 
works. Novelty is only clear with the comparison of artworks in a specific period.34 
Focusing on the properties of artworks, Elkins introduced three more concepts that 
determines the originality. Firstly, the “originary” that means a work “without 
antecedent”, secondly the “primacy” that “refers mostly itself” and thirdly the 
“uniqueness” that stands out a work from a copy.35 Yet, he mentioned that artworks 
remain connected with tradition while the artists strive to achieve complete 
independence through a process of transition, implying the novelty. Similarly, Bailin 
supports that original artworks are extensions of tradition through innovations in 
expression and in content such as Readymades of Duchamp or they are an 
unpredictable, radically tradition breaking in a specific period such as collages of 
Picasso.36In both cases, novelty plays the basic role.  
Bartel distinguishes the novelty from originality.37 By combining novelty with other 
aesthetic values, originality can be achieved. However, there is a problem in the 
aesthetic character of a work as the means of production and the creative process 
associated with it may not be taken into account as innovative practices. For this reason, 
he claimed that an original artwork is an outcome of a first clear exposure of an idea, 
the resumption of which does not drain its artistic goal but rather inspires later artists to 
adopt and evolve it into something new through effective implementation, avoiding 
imitations.38 At this point originality is assimilated as kind of origin. Sadnor Radnoti 





35 James Elkins, ‘FROM ORIGINAL TO COPY AND BACK AGAIN’, The British 
Journal of Aesthetics, 33.2 (1993), 113–20 < 
http://www.jameselkins.com/images/stories/jamese/pdfs/Copy-to-original.pdf>. 
36 Sharon Bailin, Achieving Extraordinary Ends: An Essay on Creativity (Dordrecht, 
The Netherlands: Kluwer Academic Publishers, 1988), 8-18. 
37 Christopher Bartel, ‘Originality and Value’, Docplayer 
<https://docplayer.net/138205543-Originality-and-value.html> [accessed 26 October 
2020]. 
38 Ibid. 
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asserts that aesthetic experience is influenced directly by the “history of origin” which is 
the historical evidence of the artworks and artists’ biography.39 Thus, originality is 
determined by the concept of historicity, “a descriptive interpretation” of the 
components of individuality and novelty that refers in artistic movements, styles and 
their evolution.40 Equalizing originality with historical authenticity, it is provided a 
physical identity to artworks. Except of the history of artworks which does not end with 
the completion of the artist’s work, historical authenticity includes any later fixations 
and the crowd of its interpretations and traditions. The anterior philosopher Walter 
Benjamin observed the lack of history in reproductions.41 This unique trait, the 
existence in a time and a place, is considered as a part of tradition which can be solely 
determined from the original that grounds on the idea of authenticity. Contrariwise, the 
handmade reproductions can lead to the forgery, while a mechanical-reproduction can 
place the copy in a position which the original itself could never be existed. According 
to Benjamin, an original work is recognized from an inherent aesthetic uniqueness, 
“aura,”42 that derived from the ritual character of tradition. However, the prevailing 
perception that “all in the world is the same,” leads the mass reproductions to the 
overcoming of artworks’ uniqueness. Thus, aura is eliminated since it is dissociated 
from tradition through technological reproductions. Hence, art becomes massive instead 
of be an inspiration and artworks lose their unique concept. Yet, Radnoti argues the 
replacement of artworks by replicas-reproductions due to mass production highlights 
the uniqueness of originals and the uniqueness of replicas.43 This fact does not reduce 
the value of originals. The uniqueness of artworks is not a presupposition to their aura. 
Every artwork or replica has a uniqueness and thus it has a degree of originality.   
In a much more centralized approach, Hoaglund identified originality as a mix of 
authenticity, uniqueness and creativity.44 Authenticity is related to the artists and its 
“history of production” but not with aesthetics.45 On the contrary, uniqueness is 
interconnected with aesthetic value that is extracted by the comparison of artworks in a 
historical or temporal framework that if they have not similarities, then they have 
already inherent aesthetic value. Copies highlights the aesthetic value and uniqueness of 
originals even if they have the same qualities. Creativity is also linked with artists, 
especially with their personal capacity such as inspiration, and then it is transferred to 
artwork. Moreover, it is correlated with the influences of previous artists and their 
artworks. Therefore, creativity generates an artistic progress with the passage of time 
raising the aesthetic value of original works. According to Hausman, creativity came 
from three faculties: The “intelligible structures” in which the works include some 
                                                             
39 Sándor Radnóti, The Fake: Forgery and Its Place in Art, translated by Ervin Dunai, 
(USA: Rowman & Littlefield Publishers, 1999), 35-59. 
40 Ibid. 
41 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction’, trans. 
by Harry Zohn, Schocken Books, 1969, 26 
<https://web.mit.edu/allanmc/www/benjamin.pdf> [accessed 26 October 2020]. 
42 Ibid. 
43 Radnóti. 
44 John Hoaglund, ‘ORIGINALITY AND AESTHETIC VALUE’, The British Journal 
of Aesthetics, 16.1 (1976), 46–55 <https://doi.org/10.1093/bjaesthetics/16.1.46>. 
45 Van Camp. 
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components from tradition otherwise it would be impossible for them to be 
understood.46 Additionally, works have some novelties that grant them with 
unpredictable structure shaping a “distinctive”, “individual”, “unique” identity.47 Thus, 
a “coherence” is presented between the elements of the works which is inherent and 
makes them known, appreciable and valuable.48 Finally, the works are result of the 
artists mental effort, which includes the elements of spontaneity, discontinuity, control 
and of course responsibility. 
On the contrary, Krauss attacked on avant-garde originality as “a literal origin, a 
beginning from ground zero, a birth” and on avant-garde artist as the creator of original 
uniqueness.49 Instead, he argued that originality was subject to constant repetition and 
depended entirely on it. Works are repeated “as the artist engages in repeated acts of 
self-imitation”.50,51 Moreover, postmodernists reject the avant-garde belief in evolving 
art and utopian ambitions.52 Mass culture, especially the rapidly production, 
multiplication, accumulation, secondment and repetition of images replaced the fiction 
of works subjects.53 Also, the artistic practice of the combination between old and new 
works grants freedom to artists to act without restrictions into a simulacra.54 Thus, the 
aura is divided and distributed to replicas and reproductions in which the personality 
and novelty are disappeared while at the same time the orientation of art alters since it 
addresses in masses instead of an eclectic audience.55 Therefore, there is no place for 
originality since the borders between authentic and inauthentic, natural and artificial are 
fluids. Nevertheless, postmodernists believe that a sort of “originality” exists in the 
interaction between artists expression and audience experience.56 This happens because 
a postmodern artwork has hidden pre-existing messages behind it that shape the 
ultimate content. For instance, the incorporated materials of a collage with their 
different meaning compose a new content.57 
                                                             
46 Carl R. Hausman, ‘Criteria of Creativity’, Philosophy and Phenomenological 
Research, 40.2 (1979), 237–49 <https://doi.org/10.2307/2106319>. 
47 Ibid. 
48 Ibid. 
49 Rosalind Krauss, ‘The Originality of the Avant-Garde: A Postmodernist Repetition’, 
October, 18 (1981), 47–66 <https://doi.org/10.2307/778410>. 
50 Ibid. 
51 Van Camp. 




53 The Anti-Aesthetic: Essays on Postmodern Culture, ed. by Hal Foster, 1st ed (Port 
Townsend, Wash: Bay Press, 1983),53, 
<https://monoskop.org/images/0/07/Foster_Hal_ed_The_Anti-
Aesthetic_Essays_on_Postmodern_Culture.pdf>. 
54 Morawski, 19. 
55 Ibid, 131. 
56 Foster, 97-98. 
57 Foster, 97-98. 
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Influenced by Benjamin’s theory and by post-modern beliefs, Douglas Davis expressed 
his thoughts about the artworks in the digital era.58 He claimed that original and copy 
are fusing as the elasticity and plasticity of aura itself permit its multiplication and its 
sharing to the reproductions through technological development. Originality and truth 
are expanded as some components of the reproduction may be different, new or unique. 
Thus, a reproduction may be more creative than its original. In addition, the artworks’ 
content unlocks new dimensions of worlds where are activated through viewers 
imagination. This source of interaction defines the viewers as co-creators, since the 
meaning is recreated and unique interpreted by personal choice of every viewer. The 
significance lies in the moment of experience. At this point, originality is revealed. 
Aesthetics do not matter, only the participation. The manipulation of originality lead to 
the production of “post-original original.”59 
  
Concluding this chapter, it became clear the theory of mimesis in arts, firstly as an effort 
of representation of reality and after as a creative discovering of truth, secondly as an 
educational practice and artistic influence from older artists, and thirdly as a dispute and 
replacement by imitation due to mass production after the beginning of 20th century. 
Furthermore, it was in detail analyzed the notion of originality which is composed by 
artist’s qualities (expression, creativity, inspiration etc) and by artwork’s properties 
(novelty, historicity, primacy, uniqueness etc) in a more general approach. Although, 
postmodernists rejected the existence of originality in arts as well as the existence of 
mimesis, in the following chapters, it will be proved that every work as reproduction or 
copy has a degree of these two concepts, even if it is not obvious or understood, exactly 
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THE IDEA OF APPROPRIATION IN ART 
 
This chapter analyzes the artistic practice of appropriation in art and answers to the 
question whether a reproduction can be transformed to an artwork. The breakthrough of 
this method contributed to the broadening of the artistic and aesthetic conceptions while 
at the same time comes closer to the society, deriving inspiration from social reflections. 
Through technological evolution, new techniques of appropriation have been developed, 
altering the traditional forms of art. 
 
2.1 Appropriation in Art: Discovering an Alternative Artistic Practice 
 
Appropriation is not a contemporary phenomenon. It has a long history behind it, since 
it is a piece of stone that contributed to the development of the societies and cultures. 
Perceptions, customs, beliefs and traditions are always influenced by environment, 
practices and experiences among different cultures.60 In general speaking, appropriation 
is an action of taking an idea, style or custom from a foreign culture for your own use 
without permission.61 
In the sector of art, appropriation means “the practice of artists using pre-existing 
objects or images in their art with little transformation of the original.62” Artists 
“borrow” ideas, objects, styles or forms from other artists’ works and they use them to 
create something new.63 Also, artists may appropriate items, naming and recognizing 
them as artworks, as they consider them “valuable as aesthetic objects.64” Therefore, 
artist’s technical skills are regarded as less significant than his conceptual capacity to 
suit the borrowed objects in a form for the making of a new artwork with different 
meaning.65 The new work recontextualizes the first one as the morphological or 
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conceptual alterations between them are not great.66 Each artist represent his personality 
and perceptions in own work, eliminating the presence of the predecessor.67 Thus, new 
meanings come from appropriation artworks even if they have a great resemblance with 
prototypes.68  
Appropriation in art has broken the tradition because of the association of artists with 
the works of others, disputing the “legacy of genius” and tradition itself.69 A high 
importance problem is displayed concerning the insult of authors ethics as the concept 
of authorship is under question. Authors usually get annoyed when they see their work 
to be re-created by others and they allege the existence of copyright infringement. 
Copyrights based on originality and authorship of an artwork. The copyright holder has 
the exclusives rights of reproduction and commercial exploitation. Thus, artists who use 
appropriation necessarily commit a breach of the law. Nevertheless, US Copyright Law 
has three exceptions: “the political free speech defense, the fair use defense, and the 
seeking of permission from the owner.70” Usually, appropriation artists invoke the “fair 
use” doctrine. According to it, appropriation is allowed in the contexts of education, 
criticism or creation “transformative” works.71 But the limits of transformation remain 
fluid.  
Nevertheless, this artistic practice supplies the art with several benefits. Appropriation 
works attract the attention to the artwork that has constituted “inspiration” for their 
creation.72 Thus, it is implied that the aesthetic and economic value of the primary 
artwork is immediately increased. Similarly, the reputation of the primary artist is 
growing up. Moreover, the practice of appropriation holds the contemporary art fresh 
and “up-to-date” since the audience is always looking to find new works that stimulate 
its senses.73 This is confirmed in recent years as many museums and galleries have 
adopted the artistic practices of appropriation in order to erase their traditional role as 
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“cultural repositories” and in order to promote a modern character  that introduces a 
“creative dialogue” with the audience, leading the audience to thoughts about art.74 
 
2.2 Case Studies from the Evolution of Appropriation in Art 
 
The emergence of Appropriation in Art was specified in the early decades of 20th 
century when Modernism was dominated, while its establishment as basic strategy of 
artistic expression was declared during the postmodern period (approximately after 
1950). Modernism was a global movement based on idealism and utopian beliefs, which 
urged artists to use new materials, techniques and innovations in forms, depicting the 
realism of modern industrial society while rejecting the history and conservative 
values.75 Contrariwise, Postmodernism was considered as a reaction against to 
modernism beliefs. Grounded on skepticism and “suspicion of reason”, it challenged the 
idea of universal truths as explanation of reality.76 Artists were granted with freedom to 
compose and mix different styles in art making, leading to complex meanings that 
reflected sociopolitical effects. Thus, appropriation in art as an artistic practice was 
gradually adopted. 
The first taste of appropriation in art came from Cubist colleagues Picasso and Braque. 
In 1907, Picasso painted Les Demoiselles d’Avignon,77 a work that depicts five women 
to Avignon Street in Barcelona, as it is mentioned in title, whose faces have some 
peculiarities as three of them “were replaced” by African ritual masks. The painting 
reflects a combination of Picasso’s personal experiences in relation with women, his 
anarchist ideas and the colonialism that brought religious and traditional objects from 
African countries to French museums.78 In 1912, Braque created the first intentional 
collage Fruit Dish and Glass, integrating components like “the mechanically printed, 
fake wood grain paper into a series of charcoal drawings.79” The wooden fragments 
interpreted as the front drawer of a bar in which take place the designed elements of 
title. Subsequently, the same year, Picasso manufactured the collage Still Life with 
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Chair Caning.80 Thus, collages were considered as the precursors of appropriation in art 
as they contain pieces from the real world that alter the meaning of imaginary world, 
adding aesthetic value to the artworks. Moreover, collages questioned the belief of the 
artist’s hand uniqueness as the intellectual effort for the “synthesis81” of different things 
into an end meaning plays the most significant role. 
A few years later, an artistic revolution shook up the art-world thanks to Duchamp’s 
collection “readymades.82” Duchamp titled and presented mass-produced objects used 
for the daily routine, as artworks without further elaboration or external alteration.83 His 
most well-known readymade was Fountain (1917).84 It was an ordinary porcelain 
urinal, signed “R. Mutt” and titled as “Fountain” sent to the exhibition of Society of 
Independent Artists in New York in which Duchamp was joining.85 The committee, not 
knowing that it was Duchamp’s work, rejected it to exhibit since it was considered just 
a kind of sanitary ware, inelegant and offensive for an art exhibition.86 Through his 
work, Duchamp endeavored to highlight that the lack of uniqueness, beauty and the 
visual indifference cannot cancel its aesthetic value in art.87 Additionally, he claimed 
that new meanings come to the mind of viewers, derived from his choice to change its 
objective utility into conceptual function. Duchamp’s contribution liberated the art from 
conventional aesthetic and moral stereotypes and introduced viewers to the conceptual 
art, erasing the belief that the artist is a person who creates something only with his 
hands. Furthermore, this act declares “the ability of objects to represent what set art off 
from nature.88”  
In the period of 60’s when Pop-art flourished, artists inspirations came from pop and 
commercial culture.89 One of the most important pop artists, Warhol appropriated 
themes from advertising, consumer products and created admirable artworks through a 
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“mechanical process” of silk-screening.90 Before using this method, Warhol had drawn 
the Campbell’s Soup Cans (1962)91, an artwork constituted by 32 canvases that every 
canvas depicts a corresponded flavor of the product in an accurate reproduction with 
hands. Each canvas differs only on the variety of this specific product. For their perfect 
resemblance, Warhol stated “I want to be machine.92•93” Except to creation of 
something new, his motif associated with his consumption of this soup on daily basis 
and with the repetition of advertisements.94 His choice of the theme in combing with the 
meticulous details connected the “high” art with mass art. In 1964, Warhol created the 
Brillo Boxes,95 a series of soap pad cases, through “silk-screening ink on the wood and 
synthetic polymer paint.”96 Similarly, with Duchamp’s readymades, this work 
represents how consumer goods can be transformed to artworks without visually 
alteration since it symbolizes and establishes an appearance of the nature of art 
according to Danto.97 Moreover, the series of boxes demonstrates the value of the 
cultural organizations like the goods accentuate the value of supermarket stockroom. 
The value of Warhol is vast as he transformed the common into something remarkable 
that does not represent reality but a a fold, soaked with artistic value, through the 
repetitive re-presentations.98 
The outburst of images through mass production in the late of 1970 led the artists, 
known as “Picture Generation99”, to use appropriation as a formal strategy of content 
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manufacturing.100 Elaborating forms or ideas of pre-existing images, these artists were 
invested in creating new meanings into new contexts. Through the tactics of images 
appropriation, they focused on the presentation of undiscovered realities, reflecting 
mostly sociopolitical and mass culture topics.101Also, they attempted to make the 
viewers an essential part of their works as viewers’ critical observation can separate the 
new from previous work. However, this practice arises questions about the originality 
and authorship of “new” pictures while it is implied that a negative image can be 
produced lot of positive images.102  
An instance of these artists is Sherrie Levine who re-photographed the Evans’ 
photographs such as the portrait of Allie Mae Burroughs from an exhibition catalogue, 
naming the series After Walker Evans (1981).103 There is no optical difference between 
the photos of both authors. The distinction is hidden in the meaning of each picture.104 
Her aim did not to document the Depression Era as Evans but she sought to bring out 
another optical view, the oppression of women in male-dominated society and their 
utility as the way of male desire.105 Also, she attacked on the male “genius” artist who 
represents the authentic reality in male-dominated tradition in arts.106 Except her 
feminist beliefs, she rejects the title of author and her artwork’s originality as exactly 
postmodern artists.107 She asserts to have collaborated with Evans in order to present 
another reality. Additionally, she stated that images are never original but only raise 
questions that viewers have the ability to understand.108  
Also, a remarkable artist of this category is Cindy Sherman. Her famous collection 
Untitled Film Stills (1977-1980)109 became a signifier of appropriation in art in 
postmodern era. It includes over 70 black-and-white photos in which Sherman 
disguised and used herself as a model, re-presenting specified movies scenes.110 
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Through role-playing, Sherman created new identities for the movie heroines, 
renouncing her personality at the same time. Recreating new stories in order to reveal 
the stereotypes about women in that time, her images engage the spectators to 
interpret them, interacting with their fantasy.111 Because of intentional reproductions, 
Sherman self-portraits exercise a critique to the image culture, offered by mass 
media.112 Another female appropriation artist that belongs to “Pictures Generation” is 
Barbara Kruger. Recognizing the power of images and texts, she worked out pre-
existing images from advertising, redefining their content and challenging the ideas of 
originality and authorship.113 Through the silk-screening method, she generated black-
and-white images, adding on them red, black or white captions with the contrasting 
colours to the text font.114 Some of her well-known artworks are “You are not 
yourself” (1981) and “I shop therefore I am” (1989), reflecting her feminist 
perceptions and her opposition on the consumerism behavior.115 
Equally important is Richard Prince contribution to the launch of appropriation as an 
artistic practice. Although he was engaged in painting, he became known mainly 
through the re-photography of images from advertisements.116 Using the techniques of 
cropping, enlarging and blurring, he isolated and re-contextualized the images, 
regenerating the audience’s desires and fictions of “a lived experience.”117 His famous 
work “Untitled Cowboy” (1989), that derived from Marlboro advertisement, presents 
the symbol of “American folklore” in a magnificent natural landscape, a fact that 
creates a sense of nostalgia to urban residents.118 Prince alleged that the technique of 
re-photography does not make a copy but a resemblance that tends to real, depending 
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on viewers fantasy.119 Furthermore, his artworks are inextricably linked with his 
personality and every reproduction based on his original choice. Thus, he believes that 
his works are adorned with a degree of authorship and originality.120 
At the beginning of 21st century, when the digitality was introduced at everyday life, 
new ways revealed for art making. Interrupting the traditional modes of creation and 
presentation, digital tools have reinforced the technical qualities that contribute to 
artistic practice. This fact has also facilitated the method of appropriation. Several 
artists use digital tools for the “borrowing” and editing components from pre-existing 
works. For instance, Debbie Grossman, after downloading the Lee’s Pie Town 
photographs from a website, processed and converted them into a new artwork, titled as 
“My Pie Town” (2010) thanks to computer technology.121 Using the Photoshop, she 
remodeled the male figures to make them appear more effeminate or she completely 
erased them and she transfigured some women to masculine or to ambiguous gender, by 
remolding the pixels, altering the scale features and adding shades.122•123•124 Pointing 
out the documentary character that came from Lee’s contribution, Grossman fabricated 
her own fiction world in order to pass her feminism perceptions125 and to support 
lesbianism. Her project constructs a “transformative experience126” for viewers, 
attracting them to contrive their own fantasy stories, based on her own experience. 
According to Grossman, the extracting experience is certainly different between her and 
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2.3 Appropriation in Art: A Philosophical Critique on Aesthetics 
 
The majority of appropriation artists have not been interested for the concepts of 
originality and authorship as they intentionally reproduce pre-existing works. Their 
ultimate aim is not to harm the previous artist but recognizing his contribution, they 
strive to pass a new valuable meaning which abut on the experiences of the audience 
through its participatory engagement. In an unprecedent mass-media saturated society, 
postmodern philosophers and art-critics commented this purpose acknowledging it as an 
act of collaboration, placing the audience in the role of the receiver and co-creator. 
In his work, “The Death of the Author,128” Barthes clarifies that every sign (text or 
image) manifests a provenance of its creation and creator. Its meaning is not universal 
but opens a multi-dimensional space in which the components that constitute the 
interpretation are a mix of non-original, imitated things.129 Also, he opposed to the 
traditional perception that the explanation of a work depends on the way of the (verbal 
or visible) presentation by the authority of the creator or an intermediate.130 The 
interpretation language is a non-artistic, faceless code system that is constantly 
reproduced and contributes to the deconstruction of the author.131 Therefore, the 
audience has the power to decode and interpret the meaning of artworks. Thus, the 
authorship belongs to every single person as his view regenerate the artworks meaning.  
Similarly, Foucault recognized the audience as a part of the notion of authorship. 
Firstly, he characterized the author as “function” of a work.132 Contrary to the 
traditional critique which associates the author with artist, Foucault asserted that 
authorship is not an individual attribution.133 The degree of authorship is divided 
between artist who is linked with the history of work and audience that interpret the 
work. Broaden the “interpretative space”,134 Foucault designated the artist as the 
“construct” of the audience who come in touch with the world of ideas-fantasy, history 
and philosophy-questions.135 Thus, artworks produce a unity of the aforementioned 
authorship as if they have acquired a natural character of an entity. 
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Baudrillard goes further, contending that images have replaced the direct experience. 
Instead of images reflecting reality, they have simulated it.136 The element that 
characterizes images is the hyper-real.137 It is a world where reality and fiction are 
merged and the source of the original is no longer apparent, creating a “hallucinatory 
resemblance” of truth.138 Hyper-real is protected by imaginary and allows only the 
repetition of simulated models.139 The result of the fusion between the aforementioned 
models and originals is that the meaning of reality is encountered and replaced by a new 
meaning that corresponds to simulacra.140 Therefore, the constructed images are 
accepted as real by viewers. 
Last but not least, Arthur Danto turned against to the traditional designation of artworks 
which is based solely on their aesthetic or expressive qualities, as some artworks bear a 
clear visible resemblance to simple objects.141 Contrariwise, he suggested to be 
examined the wider context of works in order to be clarified their meaning and whether 
they can include in art sector. Also, he set the example of Brillo Boxes, referring that 
objects could not be considered as artworks in one historical period while in another 
would be considered.142•143 Through the development of critical thinking over time, the 
content and the meaning of an artwork make it different from a similar simple 
object.144•145 This artistic choice is due to the intention of artist and to the interpretation 
given by audience. Therefore, the meaning addition in a simple thing in combining with 
its interpretation can transform it to an artwork, even if its physical form remains 
unchanged.146•147 Under this prism, the interpretation is characterized as the artistic 
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2.4 The Distinction between Appropriation in Art and Art Fraud 
 
The lines between appropriation in art and art fraud are blurred. In both cases, the 
absence of innovations can be distinguished in works which can lead to legal problems. 
Also, non-artistic motives can urge the creators. Therefore, the elements of originality 
and authorship are faded away. Nevertheless, these two notions should not be equated.  
The crucial discrimination between them lies in the intention of both sides. The 
appropriation artist has the intention for art making while the purpose of fraudster is 
only to deceive.149 The objective of a fraud is to make a work believable as original and 
to deceive the audience or buyers. Providing a false identity to the work and to deceiver, 
the nature of fraud itself determines the direction and actions, through the usurpation of 
authorship.150 Contrariwise, appropriation artists act in a context of “transparency,” 
having freedom and exclusive responsibility for their creations.151 Their aim is to be 
distanced by their predecessors reconstructing a “new” work with different 
interpretation that represents their personalities and beliefs. 
Another factor that influences the distinction between appropriation in art and art fraud 
is the innovations. It is crystal clear that the lack of innovations takes place in the case 
of fraud. Following the “rules” and restrictions, the deceiver strives to reach the perfect 
resemblance in order to his work cannot be distinguished from the original.152 Thus, the 
actions of the deceiver are defined by a specific progress. Contrary to conformity norms 
in a predictable and typical procedure, appropriation artists are governed with freedom 
of expression. They can endow new components in their works that change their 
nature.153 However, most of appropriation artworks lack of external differences in 
relation with originals. It could be supposed that this is a strategy, style or technique by 
the artists. Therefore, the novelty springs from the content of appropriation works, 
adding automatically aesthetic newness. Mainly this element proves the originality in 
appropriation artworks, allowing the audience to discover a new meaning, completely 
different from the original.154 
Furthermore, a significant difference can be found on the motivations of both cases. 
Often, the motives of a deceiver are the financial gain or the fame relied on the revenge 
for his rejection by the art-world.155 Similarly, the motives of an artist could be the 
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personal gain and the reputation. Nevertheless, appropriation artists care about art and 
conduce to its development.156 They endeavor to promote the constructive dialogue with 
the audience and to quote their view and comments through the interaction, with the 
new meanings of their artworks. Instead, the deceiver does not have artistic motives. 
His considerations are mechanical as he strives to produce a derivative, promoting it as 
original without be detected. Therefore, his objective is to confuse the art-world with his 
deception and to blur the realm of art history. 
Last but not least, a separation line between these two concepts can be seen on the term 
of authorship. Appropriation in art ranges on a level of “transparency” that means a 
work can be considered as authentic, provided it produces an original idea, even if it has 
already an author.157 A comparison between an original work and its appropriation 
version will reveal two different artworks. It depends mostly on the interpretation of 
each artworks. For instance, Levine’s re-photographs offer to viewers another meaning 
from Evans’ photographs. As she stated “it was never an issue of morality” it was 
always an issue of utility”.158 The deceiver, on the other hand, makes a replica as close 
as possible to the original, adopting an identity and signing as someone else. In this 
case, a comparison between an original work and a deceptiveness replica will not 
disclose a significant difference which will define the replica as separate original entity. 
Therefore, appropriation artists are entitled partly the dignity of authorship while 
fraudsters are not related with it since they would not like be discovered.159 
However, appropriation artists face quite serious legal obstacles like in the well-known 
case of Patrick Cariou v. Richard Prince.160 In 2000, Cariou had published a book 
entitled Yes Rasta that includes captured pictures of the Jamaican indigenous tribe 
Rastafarians.161 Except for his book publishing, he has never sold or licensed his 
pictures individually.162 His financial gain from book sales was estimated over 
8.000$.163 Between December 2007 and February 2008, Prince appropriated 35 images 
from the Cariou’s book without received permission, creating a series of artworks titled 
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Canal Zone.164•165 By using “collage techniques,166” his works have a considerable 
differentiation from the original pictures.167 The series was exhibited at the Gagosian 
Gallery and the Prince’s profit was ranged around $10 million.168•169  
On December 2008, Cariou sued Prince and gallery for violation of his copyrights.170 
The Prince’s defense invoked the “fair use” doctrine, highlighting the “transformative” 
character of the works.171 In 2011, the District Court favored Cariou since it was 
considered that the Prince’s artworks should have had a commentary way in the 
historical context or a reference to original pictures while Prince had claimed that their 
works were independed and not related with the originals.172 Prince appealed the 
decision and the U.S. Court of Appeals changed the decision in 2013, considering the 
first incorrect.173 The court asserted that the requirement of the first decision was not 
necessary as a simple viewer could have observed the difference between Cariou’s and 
Prince’s works.    
 
Summarizing in this chapter, it became clear the valuable contribution of the artistic 
appropriation on aesthetics and on cultural development, although it raises legal or 
physical questions about authorship and originality. In a neutral view, these two 
concepts are divided and shared between respective authors and artworks. Exactly for 
this reason appropriation artworks are chosen to adorn the cultural organizations. 
Furthermore, it is pointed out its differentiation from art fraud which is an “evil” 
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THE CULTURE OF COPIES 
 
In several cases the terms “copy,” “fake” and “forgery” are equated and used 
interchangeably to describe a work, giving it a negative connotation due to the absence 
of any creative idea. The common denominator of these concepts is their differentiation 
from the original artwork. However, their meaning presents equally important 
differences among them, which will be debated in this chapter. 
3.1 The Value of Copies 
 
In the field of arts, the term “copy” refers to a prototype artwork that has been re-
created, re-written or handmade re-produced. The copy may have a great similarity with 
the original but they are not the same nor have the same value.174 It is distinguished for 
the lack of novelties, “violating” the isolated individual character of original’s 
uniqueness.175 Nevertheless, copies have their own autonomy and serve the originals in 
finding of their individuality.176 
Firstly, copies can never be identical to originals, even if the differences are not visible 
with a simple observation.177 They ranged from expressive to highly details copies.178 It 
is not necessary to have a high degree of resemblance. Their properties may be differ 
from those of the originals. Copies have no restrictions in size materials, proportions or 
artist’s expressive force.179 The practice of copying requires skills, knowledge about the 
model choice, techniques and design analysis.180 The copyist and the original artist are 
two different persons with different physical and mental temperaments. Even if the 
artist and the copyist was the same person, the absolute identification is excluded as the 
original and the copy were made under different subjective and objective conditions. 
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During the process, the copyist faithfully applies the formulas, adherence the rules of 
copying.181 
For centuries, a perception was dominated that copy was substitute of original, 
comparing their aesthetic values, and copyist inferior of original artist, but after the 19th 
century, these controversies were questioned. Hillel Schwartz mentioned that the 
development of cultures is due to copying as it contributed to the transmission of rituals 
and rules of conduct, considering it as a proof of social life.182 Through the method of 
copying, it was achieved the preservation of know-how and the conservation of 
traditional forms contributing to cultural and historical continuity.183 Copies fill the 
history, reveal nostalgia-admiration for the past and record the changes in their 
popularity and in the interest-preferences of audience. 184 
Furthermore, Schwartz claimed that copies are products of mimesis, a tend for 
repetition of prototypes which leads to the experience of originality, elevating the 
uniqueness of original artworks.185 Copies are always refer to their prototypes, offering 
information and details about them.186 As Alfred Moir asserted copies are “a means of 
authenticated paintings that answers questions about how, when and why.187” However, 
without having the corresponding properties of prototypes, the good quality copies can 
preserve themselves as independent, constructing a relation as a “kind of provenance” 
with the prototypes.188 Therefore, each copy discloses the character of copyist as much 
as it endeavors to approach the original artist, creating a special uniqueness and its own 
truth.189  
The artistic awareness and the technical skills of copyists in combination with the high 
quality copies as similar or dissimilar to the originals, have impressed the audience.190 
For instance, Carroll Beckwith recreated high qualities copies from the “old masters” in 
order to transmit them in America since the originals could not be transferred from the 
European museums.191 In addition to his admiration for the “old masters,” Beckwith’s 
aim was to impart the knowledge and the figure of originals to the non-traveling 
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audience. His marvelous copies with their instructive value were appreciated by 
American audience and nowadays they are hosted in various museums and galleries.192 
 
3.2 Susie Ray: A Contemporary Copyist 
 
Worldwide, one of the most remarkable art copyist is Susie Ray. During her studies in 
fine arts and her training as scientific illustrator, she developed her technical skills in 
copying.193 Now, she had over 30 years experience in paintings reproduction, copying 
works of famous old masters such as Manet, Monet, Renoir, Modigliani, Van Gogh.  
She opened the first copyist art gallery, Susie Ray Originals, in Padstow where she 
exhibits and sells her copies.194  
Her works, named “Originals,” are made by oil paint in order to ensure that the quality 
is as close as to the original painting.195 Furthermore, each copy is solely one time 
reproduced, highlighting the uniqueness of its collectability.196 The generation of a copy 
is a time-consuming process and the estimated time is usually calculated in two months 
since it requires from copyist to copy the techniques of the master and to elaborate extra 
procedures in order to make it looks old-created while an original artwork could be 
created in a few hours. The cost of a copy relies not on the price of its original and old 
master, or its style and size but it based on the time for its production.197 
The Ray’s clientele includes celebrities, politicians, rich stakeholders and collectors.198 
They choose to fill out their collections with Ray’s high-quality copies as many original 
works are out of circulation or their economic value is too high even for the wealthiest 
clients. Furthermore, the factor of safety is important, as collectors replace the originals 
with high quality copies in order to protect them in case of theft or damage199. 
Moreover, Ray can adjust the size, the shape and colours in copies without losing their 
quality, depending on the preferences of buyers. 
However, Ray points out the notoriety that dominates in the sector of copying due to the 
lack of clarity between copies and illegal copies, namely forgeries. The nature of 
copying is discreet and demands from people high observingness for understanding 
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it.200 Following the legal rules, Ray re-creates great the masterworks. Firstly, she 
complies to copyright laws that allow copying 70 years after the original artist has 
died.201 In this way the work to be copied is under public domain, that is free to use 
without permission or payment to heirs. And secondly, she puts her signature behind of 
each copy, making clear that she reproduces and sells copies.202 But if a customer 
strives to resell her copies as originals, the law is violated by him since the evidence 
define absolutely legal the copying process.203 In past eras, Ray argues that it was easier 
for someone to sell a copy as original because of unawareness of people to recognize 
the original version of artworks.  
Last but not least, she should not be equated with appropriation artists as she does not 
copy the work of another artist in order to reflect another situation-problematism 
through the meaning. Her motives are her talent, the admiration for old masters and of 
course the economic factors. As she stated “I’m an illustrator, not a fine artist.204” 
Moreover, she believes that all artists, included great masters, have made copies in their 
life and so copying has long been an integral part of the art and since the rising interest 
in affordable price paintings is further ratifying its reliability in the current art market. 
She also highlights that “copyist art keeps the work of the world’s most influential 
artists alive long after they have passed.205” 
 
3.3 The Dark Side of Copies 
 
Although the copies have helped to transmit the cultures, it is natural that they could not 
be evaluated as the prototypes. The idea of prototype artworks appreciation as unique 
and unrepeatable performances by an author, overshadowed the culture of copies, while 
creating a “dark side” of copies which is interpreted with the terms “fakes” and 
“forgeries.206” However, comparing these two categories of copies, it will turn out that 
their meaning, the purpose of their creation and the motives of their creators are 
different. 
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The inherent objective of forgeries is to deceive that derived from forger’ motives, 
usually for financial gain, while fakes inadvertently mislead as they had hidden 
educational, religious and scientific purposes207 before their revelation and after they 
increase the value of originals.208 Fakes are mostly products before the 19th century, 
when the proof of authorship or ownership was a sign or an inscription at the back of 
artworks, putting by the master of the art-studio.209 Therefore, it lacks the intention to 
deceive in contrast with forgery. In legal sense, the technical use of the term forgery is 
about the forging of documents, licenses, signatures while artworks cannot be forged, 
they can only be faking that is not a crime.210 This action considered crime when the 
forger gain financial profit.211 Hence, forgery is distinguished for the criminal intent of 
deception.212 
Forgery is a combination of “forensic methods” of science and materials with the 
expertise of connoisseur213 while fakes depict the tries of pupils to mimic the technique 
and style of the master. Both categories may have (intentionally or not) inventions as 
exceeds the limits of the model they copy,214 a fact that does not preclude the 
transmission of a degree of the authentic work’ magic.215 Forgeries are actions of 
imitation and so they are not be distinguished for iconographic or stylistic mistakes. But 
their identification is due to their materials and procedures of aging as subsequent 
forgers cannot find the same materials with earlier artists. Additionally, it is impossible 
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they succeed the perfection in the copying as the artistic style functions as a personal 
signature, connected with a period and with an artist.216 
Undiscovered works are described better as fakes and when they are revealed then they 
are examined for their characterization as fakes or forgeries. Fakes can be transformed 
to forgeries, when a third-party-intermediator intervenes and strives to pass them as 
authentic.217 In forgery cases, the artist-forger is primarily the criminal. Forgers’ actions 
offend morality,218 indicate a lack of interest to art and show a desire of experts’ 
deception since their works falsify the art-history that based on authentic facts219, blur 
the understanding of past and distort reality through the misinterpretations and 
erroneous estimations.220•221Nevertheless, forgers defend their illegal behavior with 
psychological justifications such as the rejection that they received as artists from the 
art-world.222 Thus, they gain the sympathy of public as it is identified with them and the 
scholars, emotionally affected, present them as heroes in their writings.223 Therefore, the 
courts do not take art-forgery seriously and convict forgers in light sanctions.224 
In the aesthetic sector, a neutral approach supports that the high-quality fakes and 
forgeries do not differ from the prototype work in the aesthetic properties as these do 
not alter the perceived qualities.225•226 The difference is found among their creators and 
their authenticity which is primarily associated with their economic value and historical 
facts. Contrariwise, it is highlighted the admiration of the skills and talent of the forger 
or copyist227 and the aesthetic appreciation is related to the experience making.228 These 
two categories are not definitely real, genuine and authentic.229 But they have a sort of 
originality derived from the fact that the forger or copyist adds (voluntarily or not) their 
personal style and the copying process has been done under other circumstances.230 
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The following sections of this chapter depict case studies related to this shadowed side 
of copies. Firstly, a fake self-portrait of Rembrandt is presented, highlighting the 
uncertainty that exists in Art-World about artworks made before 19th century due to the 
lack of sufficient evidence for their attribution. Additionally, the scope of this creation 
and the perception of audience is revealed. The next section describes Meegeren’s 
success as a forger, focusing on his motives, his choices during the forging process, the 
legal implications after his revelation, and the public’s positive reactions to his acts. The 
last section narrates the story of Mark Landis, a man plagued by psychological illness 
but gifted with the talent of copying paintings. A special interest is presented in his 
copying process and intentions, the way that deceived the museums and the 
consequences about him and about museums after his disclosure. 
 
3.4 A Case Study of a “Fake” Rembrandt 
 
One of the great masters, Rembrandt, it was considered that he had created about 700 
paintings. Now, his authentic works are estimated less than half of that.231 In the 
category of under questioned/non-authentic Rembrandt works is placed the Rembrandt 
(1660s) of National Gallery of Victoria.232  
Through the recommendation of Felton Bequest adviser, Randall Davies and his 
consultant and famous art-critic Charles Holmes that characterized it as a self-portrait 
by Rembrandt, the National Gallery of Victoria acquired the painting from the 
collection of the 6th Duke of Portland in 1933.233 The painting, made with oil canvas 
(size:76.5x61.6cm), signed and dated Rembrandt f. 1660, depicts Rembrandt in old 
age.234 Prior to the purchase, white lettering were discovered on the back of the painting 
according to the cleaning techniques. The records revealed that it was a practice for 
proving the possession of artworks and these lettering belonged to the second Duchess 
of Portland, Margaret Cavendish.235 Thus, the ownership provenance of the painting 
traced back to 1756. 
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Sir Holmes informed the gallery trustees that the painting was different from other 
Rembrandt works and so “it might not be to the liking of Melbourne public.236”  
Unfortunately, his claims were confirmed from the moment of its arrival in Melbourne 
as the painting was commented negatively, even the attribution by Rembrandt was 
questioned.237 In 1982, the Rembrandt Research Project investigate the painting and 
ruled that this work had been created by unknown artist.238 It was compared with the 
Louvre’s Self-portrait at the easel as both of works depict Rembrandt in old age and as 
Louvre’s painting had been ascertained its authenticity.239 These two paintings have 
significant differences in style and quality, most notably in the colour of human skin as 
Rembrandt had been appreciated and recognized for his high accuracy on painting of 
this characteristic, in 17th century.240 Nevertheless, it was detected the use of quartz 
ground in the preparation of the canvas, a material that was utilized exclusively in the 
Rembrandt’s studio.241   
Therefore, it was considered that the painting was attributed by one or more students of 
Rembrandt under his supervision since the material detection proved its creation in 
Rembrandt workshop and its style did not match with the style of the great master, 
while it seems to have educational purpose.242 The creation of the painting is dated two 
years before Rembrandt death owing to his depicted age.243 Finally, it is noteworthy that 
the great master’s signature have no essential part in the research since Rembrandt 
signed in the works of his pupils.244  
 
3.5 Han Van Meegeren: The Story of a Great Forger 
 
Han Van Meegeren was a Dutch painter, but better known as one of the most ingenious 
art-forgers of the 20th century. As a painter, he had ambitions and his technical skills 
were perfect but the subject matter of his paintings did not receive the expected 
response from the audience.245 Contrariwise, the criticism was quite harsh and harmful 
to his reputation. Thus, thirsty for revenge, he decided to turn against the art-world. 
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The period between 1932 and 1937, he had moved to France in order to fulfill the 
ultimate plan of revenge. For Meegeren “art was technique246” meaning that he prepared 
the creation of some alleged Vermeer paintings forging Vermeer’s style, techniques and 
signature. Vermeer was the perfect target since Meegeren as Dutch painter had educated 
over the style of Dutch master, knowing the existed Vermeer paintings were few. 
Buying antiques canvases, using badger-hair brushes, old-fashioned pigments, artificial 
aging and some other techniques in order the painting looks like undiscovered, 
Meegeren adapted Caravaggio’s composition to Vermeer’s palette, thus creating The 
Supper at Emmaus.247 Abraham Bredius, the master art-critic of seventeenth-century 
Dutch painting characterized it as not only a lost work of Vermeer’s early life that 
reflected the influence of Caravaggio on Vermeer but also the most significant painting 
of his oeuvre.248•249  
Several of his forgeries were sold or exhibited in museums, earning around 60 million 
dollars today.250 He used the money to purchase a large amount of real estate, jewellery, 
artworks, and to further his luxurious lifestyle. During the German occupation of the 
Netherlands in World War II, one of van Meegeren agents sold the Vermeer forgery 
Christ with the Adulteress to the Nazi banker and art dealer Miedl. In the same year, 
Miedl exchanged this painting with the Nazi art theft Göring for 137 looted paintings.251 
After the end of war, the painting was located by the Allied Art Commission and 
through the records of Göring it was found that the source was Meegeren who was 
arrested and charged for transactions of Dutch cultural heritage with the enemy.252•253 
The result of the trial was his punishment through execution. 
After a month in prison, Meegeren disclosed that the Vermeer painting was his own 
“handiwork.254” To confirm his allegations, the court appointed witnesses to monitor the 
process of creating a forgery by him, the Christ Among the Doctor, in the style of 
Vermeer. He was released for a short time. In 1947, the court sentenced him to two 
years in prison for forgery but before being sent to prison, he died of a heart attack. 
Meegeren took his revenge, deceiving the “infallible” art-experts while the romantic 
view of Dutch people honored him as folk hero, since he tricked the Nazis.255 
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3.6 Mark Landis: The Tale of Forgery Donations 
 
Although the key factor in forgery cases is usually money, it played no part in the case 
of Mark Landis. At the age of 17, Landis was diagnosed with schizophrenia after his 
father death.256 Few years later, though he had talent to painting, he studied 
photography in Chicago and then became art-dealer and owner of a gallery in San 
Francisco with limited success. Following an “illegal path,” in 1985, he carried out his 
first donation to the Oakland Museum of California, a painting of American Indians, 
made by him but copying the theme and forging the signature of Maynard Dixon.257 For 
almost three decades, he deceived more than fifty museums in twenty states of America, 
through his “donations.” 
The copying process based on inexpensive materials such as plain canvas, paper, cheap 
frames and digital reproductions of original works.258 Since he was pasting 
reproductions on the boards, he was preferring to paint directly onto them. Then, Landis 
was using aging techniques as scuffing to the surfaces of paintings. Moreover, he was 
forging the provenance clues and labels from auction houses, provoking the sensation of 
the real.259 Partly, the acceptance of his works was due to his excellent skills in copying 
as his creations were good enough stylistically to deceive with first glance. 
The secret recipe of his success was ground on the concept of donation. He used to 
masqueraded as Jesuit priest with used aliases, presenting himself as philanthropist at 
short-range museums in order to donate artworks in the memory of his parents.260 He 
chose to copy works from lesser-known painters so that he can more easily fool the 
curators and art-connoisseurs. 261Thus, many museums accepted the donations without 
paying much attention in the provenance of works due to the lack of knowledge and the 
absence of authentication means. 
However, using his own name in 2007, Landis offered artworks by Signac and other 
artists to Oklahoma City Museum of Art. The registrar, Matthew Leininger, suspected 
the works as he had discovered a similar Signac in other museum.262 Thus, he began an 
investigation about Landis, warning the other museums. In 2010, Landis, disguised as 
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priest, donated a supposed Curran painting to the Hilliard University Art Museum.263 
The same year it was disclosed that this painting was a fraud with the use of infrared 
light and a newspaper published an article with Landis’ forgeries and his picture.264 His 
last appearance as priest was in 2011 at Cabrini High School offering a Van Aachen 
painting. The school director recognized the Landis’ face and contacted with Leininger, 
uncovering Landis’ identity.265 
Nevertheless, Landis was never convicted as he has not actually broken the law. His 
actions have not brought to him economic profit since he had not sold the pieces in 
museums nor taken a tax deduction.266•267 Yet, it was estimated damage around 5 
million dollars to the museums and most importantly, the loss of their integrity.268 
Except his mental illness, his basic motives associated with his personal satisfaction at 
seeing his works to be accepted in museums, his intention of conquering fame and 
attention from his social environment.269 
 
Concluding this chapter, the significant role of copies in the evolution and 
dissemination of cultures was pointed out while the distinction between fakes and 
forgeries became obvious. Aesthetically, copies and fakes have a sort of mimesis while 
forgeries are products of imitation. However, these three terms contain a degree of 
originality as analyzed above but they could never be considered authentic. In the next 
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TOOLS IN AUTHENTICATION 
 
Nowadays the art market is plagued by forgeries and fakes since it is very difficult to be 
proven that an artwork is authentic due to lack or falsification of accompanying 
information about provenance. Hence, the degree of security and trust is quite limited in 
art transactions, since cultural organizations, collectors and buyers had become victims 
of deception sometimes in the past. Nevertheless, a wide range of tools help to combat 
this phenomenon, providing authentication proceedings. 
 
4.1 Techniques based on Mass Spectroscopy: MALDI-TOF-MS, LD-
TOF-MS, PMF 
 
Several tools can contribute for the analysis of organic pigments, synthetic binders and 
additives, materials used by artists, overcoming difficulties that existed in the past such 
as the large volume and variety of these elements in small sample quantities and their 
chemical alterations.270 One of them is Mass Spectroscopy (MS) that identifies the 
characteristics of one or more molecules in a sample, measuring their mass-to-charge 
ratio after they have first been converted to gas-phase ions “so that they can be moved 
about and manipulated by external electric and magnetic fields.”271 Mass Spectroscopy 
consists of three parts: Ionization Source in which molecules transmutate to ions, Mass 
Analyzer in which the ions are classified and separated depending on their mass-to-
charge ratio and Ion Detection System in which the separated ions are measured, and 
the results are stored in computer databases.272•273 Then, data exposed on a chart that the 
peaks reveal the elements of unique mass-to-charge ratio, while the heights of peaks 
display the “relative abundance” of the diverse elements in the sample.274 
In this technique, the source of ions, is matrix-assisted laser desorption/ionization 
(MALDI), and the mass analyzer is time-of-flight (TOF) analyzer.275 The sample of an 
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artwork’s paint is mixed with “solution of an energy-absorbent,” named matrix.276 The 
automated laser function hits the matrix in which the sample absorbs the light.277 
Desorption and ionization convert molecules to protonated ions while the rest of sample 
is vaporized.278 TOF analyzer measures the mass-to-charge ratio of each protonated ion 
identifying its time required to cross the tube, arriving to the detector.279 Protonated ions 
differ among them, as heavier ions arrive later than lighter to the detector that displays 
the results in a diagram. MALDI-TOF-MS is a widespread methodology as it does not 
require “chromatographic separation of peptides” and it provides rapid record having 
high rate of accuracy.280 Also, it is suitable for proteins which are sensitive to being 
corrupted by other techniques of ionization, a fact that favor its utility in further analysis 
by use of peptide mass fingerprinting.281 
This technique is often used without the phase of matrix-assisted (LD-TOF-MS). The 
only differentiation between them lies in that MALDI-TOF-MS is used for high-
molecular weight compounds analysis.282 Both of them can be used for low-molecular 
weight compounds analysis. In 2005, Alex Matter has found out thirty-two alleged 
Pollock works in his parent’s attic.283 He invoked the expertise of scientists at Harvard’s 
Center for the Technical Study of Modern Art to analyze three of the paintings.284 Using 
the LD-TOF-MS method in areas of the paintings that the paints of the conservation 
process had not passed, the scientists detected three pigments, red, orange and brown 
paint, that came onto the market during the period 1970-1980 while Pollock died in 
1956.285•286 Thus, these pigments were created after Pollock’s death, canceling the 
paintings authenticity. 
Many historic artworks contain materials such as paint binders, adhesives, and coatings 
that have been created from animal tissue. An easily to use tool with low cost is Peptide 
Mass Fingerprinting (PMF) that contributes to the identification of proteins on these 
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elements.287 It is a data-crunching method that analyzes animals’ proteins on a 
molecular level, using the MALDI-TOF-MS.288•289 After samples’ analysis of an 
artwork, MALDI-TOF-MS transform proteins to “spectra containing markers”290 that 
constitute the “fingerprinting.”291 This in turn can be compared to the markers of 
various animal tissues found on the databases to find matches, a fact that allowing the 
works to match exactly similar works by the same artist.292 An example of the PMF 
usage is when a sample from the orange paint of Rothko's Mural No.1 was analyzed. It 
was identified a whole egg and collagen to the paint binding.293 
 
4.2 Infrared Reflectography 
 
The method of infrared reflectography is used to permeate on the surface of paintings in 
order to uncover the under layers in a non-destructive way.294 There, it is disclosed the 
“underdrawing,”295 an outline or a sketched design used as guide in the creation of 
paintings. Underdrawings can reveal the style, techniques of an artist, the materials that 
he used and his initial compositional ideas which may be altered, called as 
“pentimenti,”296 during the creation process. Scientists and art-conservators observe the 
underdrawing to see “whether the visible layers of paint differ from the underdrawing or 
layers in between.”297 A clear underdrawing in a painting makes it potential authentic, 
in contrast the absence or the unclear distinction of underdrawing raises curators’ 
suspicions.298  
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Infrared reflectography is constituted of an infrared (usually halogen) lamp and a “full-
spectrum” digital camera connected with a computer for the larger focusing in a live-
view mode and for the checking of palette’s color before the taking photos process as 
the color capture may differ from camera to camera.299•300•301 When a painting is 
exposed to the infrared light, the paint’s materials absorb and unloose the heat, allowing 
the details detection on the subsurface and on the materials under the paints.302•303 
Materials like graphite or charcoal absorb quickly the infrared light and make easily 
visible the underdrawings.304 However, paintings should not prolong exposed to the 
infrared light as their materials are in danger of deterioration.305 
The Virgin and Child with an Angel introduced to the National Gallery Collection in 
1924 with the Mond Bequest.306 It was alleged that the painting was made by Francesco 
Francia, an interpretation, relied on the design of the picture, a superscription and a date 
of 1490.307 In 1954, Mr. Koetser, the owner of another version of this painting, claimed 
that his version was original and the National Gallery’s version was a copy.308 Gallery’s 
Trustees assigned the painting investigation to the Conservation and Scientific 
Department. Using microscopes and chemical tests, it was discovered some uncommon 
pigments for Francia lifetime period and “limited age-cracking” that had been 
overlapped with black-brown.309 Thus, the painting was considered fake. In 1998, a 
newer technical and analytical investigation through X-ray spectroscopy and gas 
chromatography-mass spectrometry revealed that it was probably an original restorated 
and modified Francia’s painting as several materials matched perfectly with the period 
around 1490.310 Therefore, it was ratified as authentic Francia’s artwork. In 2010, the 
painting was re-examined in order to participate in an exhibition.311 Through infrared 
reflectography, it was observed the drawing’s careful outlines and the poorly-designed 
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shadows, a sign that it was maybe a copy.312 Also, the detection of the graphite’s use in 
the underdrawing and on surface over the paint for the reinforcement of outlines 
confirmed the forgery suspicions as this material was applies in painting after the late of 
16th century.313  
 
4.3 Artificial Intelligence 
 
In 2017, researchers from Rutgers University and the Atelier for Restoration & 
Research of Paintings created an Artificial Intelligence system that broke into 80.000 
individual brushstrokes, 300 digitized paintings by Picasso, Matisse and other famous 
painters.314•315 By using a deep recurrent neural network (RNN), the system learned 
what features in the brushstrokes were significant in order to be able to match them with 
the corresponded artists.316•317•318 Nevertheless, the features of artists (outputs) that the 
network had chosen to learn, were difficult to be predicted by developers as it operates 
as “black box,” having as only input the brushstrokes.319•320 For the RNN inputs 
reinforcement, the researchers proceeded to the development of a machine-learning 
algorithm which was trained to search the specific characteristics of the brushstrokes 
such as the differences in weight or shape of lines.321•322•323•324 By combining these two 
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algorithms, the percentage of artists identification ranged between 70% and 90%.325 The 
researchers then assigned some artists to create paintings with the same techniques and 
styles as the pieces in the database to test the functionality of the system.326•327 The 
system recognized the fakes 100% of the time, just from the checking of a single 
brushstroke.328•329•330 
In 2018, a company, the Art Recognition, was found, based on an innovative AI system 
for the authentication of artworks.331 The system relies on a deep convolutional neural 
network (CNN) that is trained to detect the artists since it has learned their 
characteristics through brushstrokes analysis.332 The input data that constitute the 
brushstrokes analysis, derived from the Catalogue Raisonné or museum databases.333 
For the black box controlling, the developers have designed the system to produce of a 
heat map in which the results reveal the most suspect areas of the paintings with red 
color.334 The only condition is that the artworks reproductions sent for analysis should 
have good photographic quality. In 2019, an AI analysis of a series of van Gogh 
paintings was commissioned to the company.335 Among the artworks was the 
controversial identity of Self-portrait from the Norwegian National Museum in Oslo. 
336The developers fed their system with high quality van Gogh images from Catalogue 
Raisonné in order the system learns the artist's features. Adding also known copies like 
Wacker's forgeries, it was trained to be able to distinguish them. The algorithm 
presented the high important areas for decision-taking in a heat map, recognizing the 
painting as authentic with 97% probability.337 
The benefits of AI systems are related to their cost-effective character compared with 
expensive scientific tools.338 Moreover, the detect process that they provide, is not time-
consuming as the results come out in a few hours.339•340 Additionally, this method is 
“non-invasive” as it does not need a sample from the original artwork nor need its 
transportation as only need a photographic reproduction.341 Also, it provides objectivity, 
reliability and impartiality since it grounds on “digitized facts,” thus enhancing the 
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transparency and integrity to the art market.342•343 Although experienced connoisseurs 





Blockchain is a network system technology for the storage and transmission of 
information under the umbrella of security, transparency and decentralization.348 More 
specifically, a blockchain is a database in which the storage devices are not connected to 
a common processor, thus encountering the intervention of hackers.349 It preserves an 
ordered files list, called blocks.350 Techniques based on cryptographic algorithms permit 
users to receive a private key with which they can only process their “own blocks.351” 
The system rejects the block editing if users have not the corresponded keys. After 
processing, “the nodes of the network” called “miners” complete the block validation.352 
Each block has a time-stamp and a link to a previous block, that is history-proof of a 
transaction.353 Without the interference of an intermediate, transactions are then 
distributed to the recipient as well as to the entire network, allowing everyone to check 
the validity of the chain.354 The function of blockchains make them a priceless tool for 
data recording, “identity management”, and “proving provenance.355” 
For art-world, blockchain has proven to be a potent tool for the addressing the problem 
of identification of artworks authenticity and provenance in contemporary art-
transactions, and especially without the help from a trusted third party as the full history 
and movements of artworks are recorded.356 Artists can receive certificates of 
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ownership and authenticity for their works while at the same time works of deceased 
artists can be verified and added by certification boards.357 Blockchain operates as a 
form of licensing since information of an artwork’s lifecycle is recorded in blocks that 
are linked with previous blocks, allowing to prospective buyers to trace and confirm the 
artwork provenance.358 An artist upload pictures and information of his work in order to 
create a block.359 Then, the block function as a “digital token,” a digital representation 
of an artwork in a form of unique string of numbers.360 It cannot be copied, forged or 
changed. When the artwork is sold, the artist transfers the token to the new owner and 
this transaction of tokens is recorded on blockchain. Every transaction of artwork’s 
ownership is registered by adding a new block and shared to a large network of 
computers that confirms and records the transaction data by solving algorithms without 
relying on a central authority.361•362 Through blockchain, the trust, secure and 
transparency are reinforced in art-market as authorship and ownership documents are 
certified and art-fraud is minimized.363•364•365 
 
In 2018, a start-up company, named Blockchain Art Collective, was established 
combing the blockchain technology and art management in order to facilitate art-
transactions through authentication providing, provenance tracking and artworks 
managing.366•367 The company takes over the data registration of artworks in its 
blockchain platform, creating digital and physical identities for artworks since it grants 
to them a Blockchain Art Certificate of Authenticity (COA).368•369 The shared system 
approves the records, preventing the appearance of counterfeits and strengthening the 
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trust in art-market.370•371 The COA is an adhesive seal placed on the back of works and 
it consists of an embedded NFC microchip that contains the platform’s metadata of an 
artwork.372•373•374 Scanning it with mobile phones or NFC devices, someone can 
discover the information and provenance of artworks. Hence, COA cannot be copied or 
forged ensuring security, as it has a unique encrypted algorithmic key and it is 
automatically broke down in case of hackers violation.375•376 Therefore, artists and 
cultural organizations can certify the provenance of their artworks avoiding the 
concerns of authenticity and fighting against to forgery. 
Summarizing, the detection of fakes and forgeries is not a simple process, mainly for 
costing, quickness and uncertainty reasons. Maybe a better solution is the prevention 
through identification and certification of provenance, especially for the newcomer 
artworks. The four aforementioned tools can efficiently help checking the authenticity 
and avoiding identity problems while at the same time more and more new techniques 
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To sum up, several factors should be taken into account in consideration with artworks 
assessment in cases of appropriation, copies, fakes and forged. Firstly, the aesthetics 
and philosophical roots of the copy is always an underlying concept that shapes and 
forms our perception of these categories. The element of mimesis can be distinguished 
as representation of reality or as creative discovering of truth through the 
“collaboration” with the previous artist in the case of appropriational artworks. In the 
same way, mimesis can be discerned in the case of copies and fakes, but also adding the 
educational purpose or the stylistic influence by a previous artist while in the cases of 
forgery, the imitation is the most matching concept due to its intention. In both cases, 
the element of originality is found on the artist’s qualities and on the artwork’s 
properties. Appropriational artworks’ originality derived from the content and meaning, 
entirely altering the identity of previous artwork while the copies’, fakes’ and forgeries’ 
originality has been hidden in the personal style of their creators as they cannot touch 
the perfectly resemblance with the original artist. 
Moreover, their cultural value is enormous. Appropriational artworks contribute to the 
development and to the freedom of arts as they question the traditional notions about the 
nature of art and the “genius” artist. Also, they approach all social classes, making art 
that stems from sociopolitical reflections and everyday life. Contemporary museums are 
positive in the exhibition of these artworks as their philosophy relies on the modern 
practices of interaction and engagement of audience. On the other hand, copies, 
including fakes, conduce to the preservation of history and to the dissemination of 
cultures and techniques in the art making process. Nowadays, except for the exhibition 
of well-known fakes and copies, the well-known museums support the copying process, 
allowing copyists and artists to copy their masterworks.377 The Louvre has been 
applying this practice since 1739. This process has contributed to the extension of art 
and its know-how and it has broaden the experience of audience.378 However, some 
measures have been kept for the avoidance of forgeries such the signature by the copyist 
and head officer of the museum, the drawing on a larger or smaller canvas and the 
prohibition of selling.379 Even if some forged artworks have tricked the Art-World and 
blurred the art history, they are highly appreciated because of their specific historicity. 
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For instance, the Meegeren’s The Supper at Emmaus had been bought by the Museum 
Boijmans for 4$ million today as Meegeren had fooled Nazis.380•381 
Examining the legal aspects of these categories, it is observed that the legal boundaries 
are fluid and as the term forgery is used to describe the forging of documents and not 
artworks. Nevertheless, the distinction between fake and forgery lies in the fact of the 
intention to deceive which is obvious in cases of forgery in contrast with fakes that 
inadvertently mislead due to the old norm where masters signed in the works of their 
pupils. Copying process is absolutely legal when the original artwork is under public 
domain, the copyist put his signature and sell the work informing the buyers that is a 
copy. A frequent phenomenon in the artistic practice of appropriation is the offense of 
the original artist’s morality. For this reason it is regulated the “fair use” doctrine which 
allows appropriation when the new work is “transformative.” But the degree of 
transformation still remains undetermined. 
For the avoidance of forgeries, the long-range museums use scientific methods for 
artworks authentication when there is doubt as to their provenance. The use of 
techniques based on Mass Spectroscopy such as MALDI-TOF-MS, LD-TOF-MS and 
PMF is quite common as these techniques analyze the pigments through a small sample 
from the paint of artworks. Thus, they can reveal the period during which specific 
materials were used. Also, a widespread method is Infrared Reflectography in which the 
underdrawing of a painting is uncovered with the use of infrared light. A well-designed 
underdrawing renders the painting authentic in contrast with its absence or its poor 
design. However, smaller museums with limited financial resources cannot afford to 
buy these tools. But the evolution of technology comes to provide quite convincing and 
cost-effective solutions. Through the use of Artificial Intelligence systems, a high-
quality picture of an artwork can be analyzed to brushstrokes, identifying the artist. 
Furthermore, another inexpensive suggestion is the Blockchain that functions as a shield 
against in art fraud providing certification of authenticity to artworks and the relevant 
provenance information to museums through the artworks data recording. 
As technology constantly evolves, more methods for artwork authentication will emerge 
while at the same time, an increasement in the success rate of identification by older 
techniques will also take place. Thus, the degree of security and trust in the artwork 
transactions will be increased while the percentage of forgery will be reduced. 
Moreover, under the umbrella of law, cultural institutes can highlight talented 
contemporary copyists, creating exhibitions dedicated to copies or educational seminars 
inviting art studios to copy their very exhibits. In a more courageous approach, a 
physical or digital museum could be established, in order to exhibit the identifying fakes 
and forged artworks. Since art is a significant part in everyday life, the difference in 
legal terminology between faking, forging and appropriating should be accurately 
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determined, and the legislation in cases of appropriation should be more objective, so 
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